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Abstract 
This Sub-thesis considers the interaction between memory, history and imagination 
in fostering collective memory, myth and colonialism and centers on a re-
engagement with the narrative of the Calvert Scientific and Exploration Expedition. 
This expedition travelled through central and northern Western Australia in 1896-
97, and sought to erase some of the remaining 'blank areas' on the map of 
Australia. A study taking the form of an exhibition of paintings exhibited at the ANU 
School of Art Gallery as part of their 'Present Tense', graduating exhibition cycle, 
from March 17 to 24, 2005 which comprises the outcome of the Studio Practice 
component (66%) together with this Sub-thesis (33%), and the Report which 
documents the nature of the course of study together represents the whole thesis. 
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Introduction 
Ultimately the artist offers himself as the continuous re-initiator of history. He 
replaces it in order to represent the heritage of memories and past in a contemporary 
My initial IVIaster's proposal was based on an interpretation of the Calvert Expedition and 
tiow it related to landscape, mapping, ancestry and myth. The major aim of the 
expedition was to fill in the remaining blanks of the map' of Australia. In pursuit of this 
quest the expedition travelled northward from Wiluna, the edge of settlement at the time, 
through the Great Sandy Desert, to the Fitzroy River. 
Although these have remained as guiding concepts, the major problem for me was the 
realization that each concept involved a field far broader and more involved than I had 
anticipated. There has also been a shift in my own view of the expedition, from one 
initially concerned with the event within history, meaning white Australian history, to 
something that has opened into the territory of the 'other'. 
I would describe myself as a landscape painter, but my work is primarily concerned with 
land...something beyond landscape painting. 
A history of the Australian landscape is therefore a history of the ways in which it has 
been perceived, and this is recorded in diverse forms... Thus, 'landscape' is a 
cultural construct, one that changes with time and place according to the perceptions 
and needs of a society.^ 
In my visual praxis, I want to reconsider 'cultural expectations of landscape'^. By looking 
at historical records of past encounters and being active in my own encounters with the 
land and landscape, I hope to find a means of visually exploring an expanded, folded 
spatial-time perspective of the land. I am using the journal descriptions and other 
elements to fold histories, to interpret the space between the lines. I have been pursuing, 
trying to track up a coherent narrative for the expedition...the narrative however is 
elusive...it lies between and across a range of sources, maps, official accounts, fictions, 
memoirs, and memories. 
The initial challenges I encountered were finding points of entry into the Calvert 
Expedition. It almost required me to become involved as a history painter or to expand 
my approach to the use of source material. How could the narrative of this expedition in 
particular, and many similar events in general, be infused with life to invoke a 
contemporary relationship with people 110 years after the event. 
Beginnings 
I commenced my Master of Philosophy in Visual Arts on 25 February 2002. The first 
semester initially was taken up with much work on paper...visual experiments based on 
the ideas in my proposal. I also used this time to begin gathering factual information 
surrounding the Calvert Expedition of 1896, and to explore my themes of landscape, 
ancestry, mapping and myth. 
My research began through the lens of the official journal of the expedition and also 
through other expeditions from the nineteenth century. The Calvert expedition was one 
expedition, I am not interested in it exclusively rather I see it as a cipher for all journeys 
of exploration. The focus of particulars in this case is to elucidate human frailties in 
relation to exploration, to consider landscape, exploration, the journey and the explorers 
in relation to myth. 
My initial reference source came from the journal of the expedition presented to 
parliament in 1902, and the published journal of the birds that Mr. Keartland collected on 
the expedition. I began by trying to find incidents in the narrative from the journal that 
could become openings into the story, to find some tangible link as a beginning point for 
my studio practice. 
I wanted to look at...the notion of exploration, what the explorers encountered, their 
perceptions and interpretations. Some of the initial points that I noted were: 
• the actual expedition 
• the imagined expedition 
• the points on the map 
• the places passed through but not observed 
• the place dreamed! 
The exhibition on Burke and Wills held at the National Library of Australia March to June 
was of great interest to me. It fed ideas about hero mythology, memorabilia and made 
me reconsider Sidney Nolan's 'Burke and Wills' series. A key question that kept teasing 
me after the exhibition was why the Burke and Wills expedition became so famous (or 
infamous) and why it took hold of the Australian psyche so powerfully? After all the 
subtext to many of these expeditions of exploration was NOT so noble, or heroic, often 
the intention was more driven by imperatives/vision of economic gain, minerals, land, 
ports—in other words acquisition and wealth. 
Early in 2002, the direction of my work was not resolved at all, and I had begun to 
explore the use of layering. They reminded me of veils, looked at the work of Morris 
Louis. I also began thinking of using encaustic wax because of the feel of things 
encapsulated, encased, entombed. I was thinking of the use of layering as a means to 
create a resonate surface. 
I continued to pursue different experiments on paper and small canvases in my studio 
but began to find this limiting. I realised I needed to find an entry point into the narrative 
of the story. Reading influences at this point included Paul Carter's 'The Road to Botany 
Bay'. I was intrigued by his observation about the explorer's view being almost dreamlike 
because they are the first to draw the line...that they create the road or path that others 
then occupy. 
Entry points 
From this point, my studio practice began to open up into a plethora of materials, play 
and exploration. It incorporated elements such as photo silk-screened images, enlarged 
map projections, earth, feathers and the tweed jackets themselves dusted with pure 
pigments. 
Tweed 
The first entry point arose from a discussion with Ruth Waller and Deborah Singleton, 
from the Painting Studio in which I recounted that explorers all wore tweed outfits whilst 
travelling in the desert. In re-telling the story of 'tweed', I incorrectly related that an 
aboriginal involved in the search missions had been v\/earing a tv\/eed jacket. I had 
imagined a totally bizarre image. They were taken with these anecdotes and I realised 
that tweed was an oddity, a pressure point that had lodged in my version of the 
narrative. They suggested that I stop hiding in the formalist position I occupied, (hiding in 
the landscape) and start to layer some of the other narrative elements that interested 
me. In fact, one of the clues that led the search parties to finding the bodies of the two 
lost explorers was an encounter with a group of aborigines that had incorporated pieces 
of tweed in the weave of their string girdles. This was the same tweed that had been 
worn by one of the lost explorers. Tweed began to serve as the first unfolding point into 
the narrative opening multiple places of exploration. It spoke of being imperiously British, 
and removed from the environment that they encountered. This became the beginning 
point of my own narrative. 
On re reading the passage from 10"' April 1897 at their finding of Joanna Springs, it had 
been a piece of tweed that had been incorporated into a string girdle that had been the 
real observation. On reflection, I became more curious about this incident and the 
different points of cross over that it represented. Tweed was a material appropriated by 
the indigenous people of the area, in a similar manner to how white people had been 
appropriating the material culture of indigenous people. On further research, I become 
aware of the physical relationship that tweed has to the landscape it derives from. I liked 
its potential to represent a specific landscape, as its traditional genesis is site specific. 
Soon after this I went to the market at University to find a second-hand tweed jacket at 
one of the stalls. It was predominantly brown, something I had assumed they were. It 
was actually, on closer examination brown with beige, red, green and a range of other 
colors, see Figure 1. The more I looked at it the more I saw how complex the patterning 
really is. 
Initially I perceived them as typically English, and it was only later that I realized they 
originate from the Outer Hebrides, from the Scottish tradition". The mercantile success of 
tweed and its wearability success saw it dispatched across the British Empire. In that 
way, I saw them as a strong metaphor for the imperialist ambitions earned by the 
explorers on the Calvert Expedition. I start to wonder about different patterns used in the 
designs of the tweed jackets, their meanings. I deconstruct this jacl<et, slowly unpicking 
is seams to see how It is made, and am surprised at Its complex construction. 
Tweed led me to patterning, an inversion from the macro of landscape into the micro of 
fabric. The layering of yarn, the subtly and diversity of weave, the natural dyes and 
workmanship all became captivating. My perception of the formerly quaint 
undifferentiated 'tweed' shifted to an appreciation of intricacy, complexity and multiplicity. 
In addition, the woven grid of tweed is working away In my head, meshing with surveying 
and mapping and ideas of absolute space. 
I also began to think of the tweed jackets as double-edged signifiers for both the birds 
that George Keartland collected, and as glyphs for colonial ambition. 
Feathers 
Another key element at this point for me in finding a way into the narrative was feathers. 
Over the years my partner and I have regularly collected feathers on our walks— 
treasure, memorabilia and wonder stimulants! My great-grandfather Keartland in his role 
of naturalist and ornithologist on the Calvert Expedition amassed a staggering number of 
'skins' on the trip. Thinking about his habits, I began to look at feathers and indeed birds 
in a different way. Again, for me the micro proved beguiling, I began to scan, digitise and 
enlarge a range of feathers through the computer. There is a correlation between the 
patterning in the tweed and in the feathers, an echoing. The detail of enlarged feathers; 
their delicacy, colour, and structure. The feathers are shed body matter, this is a contrast 
with the bird skins that are collected as evidence, and the trophies of sightings. 
I began to spin imagined alternative outcomes and Icarus emerges as a theme. This 
imagined narrative blends histories from different places and backgrounds. 
After Adverse Well the expedition as I have recounted, was travelling poorly. The camels 
were dying, water was low, the heat extreme. It was at this point that it was decided that 
the company would abandon all of their remaining equipment, bar what was essential. 
I wondered if there could there be an alternative ending to this dire situation. An ending 
that enfolded history and imagination? 
Imagine the edges of the world beginning to dissolve with fatigue and madness, those 
small chinks In consciousness, of things becoming unreal. 
Mr Keartland and Bejah ask. Why abandon all of the birds collected, the 3000 odd, 
arranged and carried in the boxes on the camels like giant cocoons In the desert. 
Why not use all of those things to create something else. Both of them had shared 
stories, bridges between Europe and India, some magical, some mythical. 
And so Mr Keartland and Bejah take the bird skins and begin weaving a flying 
apparatus. 
Keartland calls It 'Icarus', Bejah says 'Garuda', whatever, It is their vision and hope In the 
desert. 
Rather than abandonment, flight... 
To fly, high over all the ridges and obstacles, windswept back to civilisation, back to the 
real world. 
On the 22 March 2002, I painted a small picture titled, 'Icarus in the desert'. It consists of 
paint and wax medium on paper with two feathers. This small painting created a space 
for dialogue for me, a way of contrasting the western mythology (!) of the desert as a 
barren, abandoned, desolate space with that of indigenous people's perspective of The 
Great Sandy Desert who see this same place as home, a place of life, resources and 
history. 
Maps 
As the map began the journey for me, of course I was preoccupied with how to 
incorporate them into my visual work? Paul Carter had me thinking about paths and 
openings, and about the fictions that maps pass off. In an explorer context the notion of 
the line or path on the map is misleading; at the beginning of each day, the path forward 
is unforged, the space has not been occupied by colonial pursuits, the line is not yet 
drawn. It is the framing of the map that is deceptive; it assumes that everything is 
complete, from beginning through to the end. For those explorers who were lost there is 
no end-point, their journey is never completed, (particularly people like Leichhardt, who 
disappeared completely, their loss becomes the material of myth). 
Other ideas concerned the conventions and iconography of mapping, its tools, and the 
mindset of the work. I considered making some strip maps of the journey. Like the old 
RACV trip maps? 
To date the works had been largely confined to paper and small canvas based trials of 
ideas. In overview it displays a working through of lines, paths, trajectories (some to do 
with the topography of desert, some to do with the passage through it), pigment bleed, 
the anastomotic dispersion of water through the Australian landscape. The patterning of 
rain on dry, powdery earth. I have also played with that dry desert surface, the masking, 
leach and mirage in that environment. 
The idea of the mirage hooks me. I see an image that is repeated, floating at the top of 
the canvas, something that removes one of the fundamental elements of landscape 
painting or representation, the middle ground. That space dissolves as it were only light 
and air! A key factor in experiencing the desert is horizontality, the elongation of space, 
the fixation on horizon. The loss of the middle ground of landscape tradition changes 
spatial perception...it suggests a kind of suspended animation, the viewer caught 
between foreground and background, out of their comfort zone. 
It is often forgotten that the Western construction of perspective that emerged in the 
Renaissance is not a 'natural' that is the biologically given way of seeing the world. 
Ways of ordering space are culturally and socially constructed. In the Western tradition 
we are orientated to vertical space.^ 
The first image I chose to use as a photo silkscreen was of Queen Victoria, taken from 
an 1860's South Australian Stamp. For the various populations and peoples of the 
English dominions their sense and relationship to monarch was disseminated through 
images on coins or stamps, and occasional from official portraits that hung in official 
buildings. I have also tal<en some images from coins and other imperial imagery, as 
representations of colonialism and imperialism of the era. 
The Collector 
I collected photos, journals and maps from the Calvert and Horn Expeditions, and in so 
doing began to find tentative w/ays forward in my studio practice. The idea of 'collecting 
the collector' began to take shape...a fascination with the role of the nineteenth century 
naturalist and the mania for collecting. This led to considering the disparities and 
similarities betw/een collecting, cataloguing, etc in the nineteenth century and in the 
present day. I began to think of George Keartland as a collector. As the naturalist on the 
expedition, his duties were to collect specimens of animals, in particular, of birds, as they 
were his specialty, and plants. 
Baldwin Spencer had recommended Mr. Keartland for this expedition, as he had worked 
with him on the successful Horn Expedition to Central Australia of 1894. The collector 
embodied the evolutionary and taxonomic mania of the time to control the world through 
placing everything into some form of constructed order. It becomes a means to erase 
those who have predated the colonizers, the things collected and the maps created all 
working towards a similar goal of terra nullius. My main reference source here was the 
published list of the bird collection made by Mr. Keartland on the expedition and notes 
he had made in the field. His duties centered on the collection and documentation of 
birds. In this role he managed to amass quite a large collection of bird skins (@3,000). 
However, they were abandoned in the desert (along with the majority of their equipment) 
just near Adverse Well, when their circumstances became desperate. Most of the 
expedition party made it safely to the more abundant area along the Fitzroy River. Here 
in between the various search party forays sent searching for the missing expedition 
members, Keartland managed to secure a small supplementary collection. This survived 
and was later sent to the Australian Museum in Sydney. 
Mr. Keartland's collecting practices intrigued me. It is not generally acceptable today to 
shoot any bird that you see; i.e. the Princess Alexandria Parrot, for the purposes of 
science and classification, but back then, it was standard practice. 
1 re-enact the concept of collecting by boxing and pigeonholing specimens. Initially the 
things I wanted to box are traces, memorabilia related to the exploration expedition that 1 
initially discovered in my grandmother's garage. However, I also want to play on the idea 
of the glass display cabinets in museums, the display context, and the public availability 
of the collection. Of course, the museum is the central metaphor for the idea of 
'collection'. It perpetrates a fiction that it is a coherent representational universe. There 
are two distinguishing features in this fiction; namely, the metonymic displacement of 
part for whole, item for context; and secondly, the invention of a classification scheme 
which will define space and time in such a way that the world is accounted for by the 
elements of the collection. 
As a child, like many others, I collected stamps and coins, and the more I became 
involved in collecting and the more knowledge I acquired, the more I looked for what was 
rare—those stamps or coins that were 'different'. I never found a 1930 Australian penny, 
certainly it looked the same as a 1929 or 1931, but that date marking was the one that I, 
and many other people, wanted. Remembering this I begin to consider what values I 
ascribed to objects, my own process of collecting, and selecting. Stewart argues that in 
collecting, "Desire is ordered, arranged, and manipulated...it is underpinned by ideas of 
fetishised object, and the fetishised relationship between objects".® What does this say 
about me? 
The birds collected by George Keartland are one of the few solid links to the original 
expedition, as physical remnants that remain as evidence. Yet feathers and stuffing have 
such a sense of ephemerality! The process of collecting carries all of its own forms of 
magic, but in the guise of science. To collect, to name, possess, to occupy and 
dispossess, to categorize, pigeonhole, are some of the things that I begin to see as part 
of the nineteenth century collector. 
Issues 
Getting there 
During the semester break in 2002,1 had organized to undertake a trip to the Great 
Sandy Desert, or the edge of it to gain some experience of the desert and the 
surrounding country. I had arranged to meet my brother-in law for this joint undertaking 
in Geelong at the end of June. However, after arriving in Geelong on 22 June, I was 
advised by hospice care that my father was deteriorating. Early the next morning a 
further call came from the hospital that he was dying. At 8.15 a.m. on 25 June he passed 
away. I did not get to the Great Sandy Desert during my Masters but I did witness the 
passage of my father from this world to beyond. 
Scope 
Trying to combine images about landscape and about mapping and exploration and 
ancestry proved a very ambitious starting place. I decided I needed to separate these 
strands and treat each initially as a distinct series. I believed at this stage that I could find 
the key to melding them later on. 
My practice has geared into a multi-layered and multimedia approach to: 
• interrogating and recovering the nineteenth century explorer and naturalist related 
through historical journals and other material; and 
• finding ways of transforming the original narrative into new transpersonal 
mythologies. 
I had been exploring/playing with techniques and materials which included: 
• Acrylic and chalk pigments; 
• Transfer photocopying; 
• Resin casting; 
• Wax, shellac and oil overlays. 
Separating the visual elements 
I commenced a series of bird species jacket paintings which were quickly followed by 
two other series on map and then earth paintings. They all progressed in an overlapped 
sequence. This method of exploring several different strains of work at the same time is 
ongoing feature of my visual practice. I find it a useful means of cross-fertilizing and 
creating dialogues across the works as they progress. 
Tweed jackets as birds 
In a letter to Geoffrey Dutton Nolan wrote 'There seem to be three elements in the 
paintings: the actuality of the landscape, which for Australians is intensified to the 
point of a dream; the strange conjunction of a man on a camel, from which he 
surveys the landscape as if he is walking on giant stilts; and always the birds, which 
make everything vivid/ 
This series of paintings commenced in August 2002 and continued until IVIarch 2003, 
(See Figs 3-5). As a source I had been lool<ing at the journal of the birds collected by 
George. Keartland during the expedition. Each of these paintings is referenced from one 
of the species he collected. The jacket had become both a metaphor for the things 
collected and for the collector himself. The colors used as the background fields were 
built up from references to the colors of some of the eggs of referenced birds. The text 
comes directly from Keartland's journal of the collected birds. Examples of birds that 
were collected or sighted on the expedition and included are: 
• Ma/urus Leocopteus (White winged wren) 
• Pyrrholaemus Brunnus (Redthroat) 
• Aegialitis Melanops (Black fronted dotterel) 
I found the process of constructing these paintings very exciting; they allowed me to 
move into territory I had not previously occupied. These works also began to look at the 
process of naming through the introduction of text that referred to the names of the birds 
represented. Overlaying current names as opposed to those used during the expedition 
and also from references back to Gould's Book of Birds. Changing of names displaces 
meaning, This has occurred in relation to geological features of the land from the Calvert 
Expedition map as well as to the ornithological names of collected specimens. 
A sense of overlap emerged between the bird patterning and the various tweeds I'd 
been collecting. The jackets have their own histories, which included also once being 
worn. I used the subtle colours of the tweeds partly as the mottled patterning that many 
birds have, and layered pure pigments on top to work as more brilliant plumage. This 
work stimulated other revelries around the idea of 'the collector'. 
• To playfully see the collector as 'bird', as the object of his own desire. 
• To consider the processes of collecting, the amassing and resting places of all this 
ephemera. 
• To begin cataloguing. 
• To name things that are collected. 
• To name things that I create. 
There were inherently problematic issues in this approach however, the main one being 
how the jacket interfaced with the canvas, its dislocation. How can the jacket and the 
canvas work together. How does each interface successfully? The jacket that is fixed or 
pinned to the canvas can carry the qualities of the collected object. The specimen that is 
then placed in the drawer, or pinned to the board, like so many of the exhibits that we 
saw as children in museums. 
This body of work has been important as an entry point and several of the pictures that 
were completed in this series were successful. They have allowed me to incorporate 
objects as well as paint into my work and to attempt to layer meanings within it. 
The endpoint of this work, was to look at other ways of liberating the form, including 
taking the jacket off the canvas, using the jacket as the canvas, and also exploring 
removing the canvas from the stretcher. 
The idea of the skin, the bird skin, the mummified explorers, the image of the bodies 
being exhumed and placed in sheets to be returned for burial is haunting me. The sheets 
become transformed into Charon's barge, the vessel to the other world. 
Tweedscapes 
A further exploration of tweed as a metaphor for the explorer led me to using pieces of a 
deconstructed jacket mounted onto canvas and then painted over or into the surface of 
the work. I tried to find some form of painterly interaction between the piece of tweed and 
the surface of the paint. In some of the smaller sketches I also used a range of other 
materials including photographs, dried pigments, feathers, earth and ash. All of these 
materials reflected elements contained within the story and I did continue to apply them 
in various forms over the remaining course of my masters. 
Two major problems encountered at this point in pursuing this line were scale and the 
relationship of the deconstructed tweed jacket pieces directly to bodies. 1 saw tweed 
more as a metaphor for landscape than for people, although there was some synergy. 
Although some of my smaller sketches worked, there remained the issue of enlarging 
the scale. In the small sketches it was possible to create a whole field of tweed to work 
on. This allowed different elements within the picture construction to work better. When a 
single piece of tweed is used on a larger canvas, its visual integration became 
problematic, because of it referencing the body, containing a trace, an evocation of form. 
'Charlie Wells Creek', 2002 
I completed this painting in June 2002, which involved the layering of tweed, as a 
representation of the explorer's into the canvas, (See Fig 2). The painting had been 
composed into three layers, the top and bottom layers being made of a cool Ariel mid 
gray, an undefined mid ground, and allusion to a space that seems to go on for ever. 
The middle band of the painting was glazed with yellows and other ochre's, colors of the 
earth. A piece of tweed was placed in this space. This band was overworked with dry 
black pigments and glazes, the build up of marks being dense and active. This image 
plays with the explorers travelling as on the map, into the remaining blanks. They are 
confined to the marked path on either side of which is a small band and the rest remains 
blank. 
The overall image is about a place on the journey, 'Charlie Wells Creek', and the 
passage of the explorer's through that place. A balance of space and densely worked 
passages of paint, the tweed becoming a remnant and reminder of the path traveled and 
those who had traveled that path. This is my first successful painting in this inquiry. 
Naming 
...Cook's object was, as far as possible, toleavethe 'places'as he found them, just 
as his maps did. To name them was to invent them, to bring them into cultural 
circulation. But the metaphysical function of his names - and this was embodied in 
their resistance to empirical paraphrase - ivas to leave the place uncharacterized.^ 
I became aware of some of the anomalies that occurred within the process of naming 
through the bird jacket series and I my preoccupation with mapping. The ability to 
continually gazump a previous namer, the tenuous hold of affixed naming, the complex 
nature of how meaning is delineated. This is a subtler and more complex issue than I 
had expected. Trawling through texts it became obvious to me that naming (and 
therefore language) rested on shifting ground. Many of the names conferred on birds 
and places had been changed, lost or obliterated. 
The power of naming is a significant issue. Inherent in naming is the process of 
dispossession by re-naming something, i.e. from the indigenous name to the colonial 
name, or from one scientific name to another. Nineteenth century science placed great 
store on the naming and cataloguing of specimens collected. This empirical model of 
knowledge acquisition paralleled the colonial settlers rights of possession. By naming 
everything anew the fiction of terra nullius was extended, nothing had a priori existence, 
all was newly discovered, named, and possessed. 
Map pictures 
As much as guns and warships, maps have been the weapons of imperialism. 
Insofar as maps were used in colonial promotion, and lands claimed on paper before 
they were effectively occupied, maps anticipated empire.... Maps were used to 
legitimize the reality of conquest and empire.^ 
My journey began with a map—the magic of finding treasure—in my grandmother's 
garage. The development of the series of mapping pictures has happened over the past 
year. I began to look for other images and ideas that could connect and extend what I 
had found within Tweed as a signifier. 
I became intrigued with an image of Queen Victoria from an old coin collected as a 
young child, with that worn look of age. I chose her image for several reasons. She was 
the image of an empire, of her land, this country, even though she would never look or 
travel upon it. This was an image seen by all members of the empire as her portrait was 
hung in all major public buildings. An image I chose is the ageless one used from the 
middle of Victoria's reign, that is from 1853, but still in circulation at the time of the 
expedition in 1896. Later I found another that I would have made into a screen I would 
print from. This second image is from a stamp from South Australia in the early 1860's, 
one I also collected as a child. I am beginning to see my own connection with the 
collector. 
I had been designing a canvas to Include the printed head of Queen Victoria across part 
of the canvas. Her Image was to be laid in an open printed form that reflected the 
process of girding In cartography and as a metaphor of her occupation of the land that 
as the Calvert Map would say, was still blank, an empty space. 
'Triangulated ground', 2002 
I In this work I used the intersection of Queen Victoria's head as a metaphor for mapping 
and the occupation of the blank territory; and earth, as a physical representation of land. 
The representation of cartography was the incorporation of the triangulation pattern 
produced when mapping the land, the use of a large metal spike and string being a 
physical metaphor for the surveyor. A dirt picture, 'the lie of the land' to quote Paul 
Carter. The growing snake of the triangulation survey. A molecular growrth that slowly 
spread over all the land. 
Scale and Enlargement 
The enlargement and transfer of the maps has gone through several different stages, 
each raising questions such as what or how does work as an Image or how does the 
painting read. The best example of this is the camel taken off the twenty dollar note, 
which everyone assumes is made up of curved lines, when in fact it is made up of 
straight lines. 
There is a transformation of the image as it is enlarged which involves a corruption that I 
find aesthetically pleasing, and also individual. If the same process is repeated it 
perpetuates difference. At the same time this process of corruption reflected a certain 
shift in that the new image is not the same as the original, unlike digital reproduction. 
From here I wanted to introduce other layers so I began overlaying different maps that 
represented the same area or place, to show the displacement of history. Within our own 
white history we erase and then layer back into place past namings, or iconographic 
features, depending on our need. For instance the maps of the 1960's have the area of 
the Great Sandy Desert mostly reduced to a set of generic depictions of sand ridges. 
These are also interesting in themselves in that they are phantom. You cannot map the 
placement of sand ridges because they are not permanent. The most recent maps of the 
same area however now depict many of the marl^ings from former maps that had 
disappeared in intervening maps. These current maps now have everything marl<ed with 
GPS marl<ings and are accurate to within a metre. 
The part of the map that has been chosen in each of these map painting relates to a 
different moment in the Calvert Expedition's story, 'Separation Well', 'Skeleton Pass', 
'L.A.W. 10'. It is the identification of a place on a journey, that becomes a link into a story 
either real or imaginary for me, and so an ongoing means to explore the expedition 
narrative. The first map painting is 'Separation Well', the place of parting, the splitting of 
the whole party into two. 
'Separation Well', 2002. 
It was in discovering the map of the Calvert Expedition I was originally introduced to the 
tale of my ancestral history. Continuing the introduction of mapping in 'Triangulated 
ground', exploring the map as a direct subject, I had a transparency made of part of the 
Calvert Expedition map, the section that containing Separation Well, the point of 
dislocation within the expedition, (See Fig 6). The painting ground was constructed using 
a range of washes and glazes to create the teal color of some of the eggshells collected 
during the expedition. The image of Queen Victoria was then screened as the next layer, 
then partly washed to create a dissolved shimmer, the heat of the mirage. The map was 
then projected over this, hand copied, a laborious process that was time consuming and 
involved too much error. Once the process had commenced I also realized that it had to 
be completed in one sitting. I therefore needed to find another method to deliver a larger 
transfer image. 
Through trial and error I finally settled on the use of enlargements achieved through 
photocopying. This became my primary means of transferring overlay and involved an 
enlargement of 200% of 25% of an A3 sheet, i.e. B 5 to A3. A progression of paintings 
followed over approximately the next year that used the map as their major framework. 
'L.A.W.10.', 2003. 
'L.A.W. 10' looks at the area around Joanna Springs where the final search parties 
repeatedly crossed and recrossed until the bodies of the lost explorers were found, (See 
Fig 7). It was to be the place of joining, where the two parties had assigned to meet but it 
proved to be a place that was not located accurately and was lost in cartographic mire. 
For me its significance was as the place of the tweed incident, the place where the tale 
begins to unravel. 
This large diptych developed through many different stages over a period of nine 
months. Because much of this painting had been worked and reworked, its surface and 
image had become both complex and dense, over a nine month period. 
'Skeleton Pass I', 2003. 
I aimed to carry on the exploration of the map but was looking for a more direct 
resolution and outcome.than that experienced previously. 'L.A.W. 10' opened a way of 
layering different information onto one canvas and I looked toward trying this again. 
Skeleton Pass I is built up of four main layers. The initial ground was almost a filmic 
silver, the second layer was of printed, graduated Queen Victoria Heads. The third layer 
consisted of a part of the Calvert Expedition map around Skeleton Pass, and the forth 
layer which is taken from a map of the same area from the 1968 Times World Atlas. It 
shows the space as a series of generic lines and marks representing the sand ridges 
(See Fig 8.) Skeleton Pass was the place that George Jones also collected a human 
skull for scientific purposes and hence the naming. 
'Skeleton Pass II', 2004. 
At this point in my research I began to look at the role of memory in relation to history, 
and wished to see how this could be played out visually. I had sold 'Skeleton Pass 1'. It 
had been a picture I found very satisfying. The different layers delivered more simply and 
effectively than previous works. I thought I could repaint the same painting from memory, 
not returning to look at a recorded image. Each layer and process was quite simple; I 
could clearly remember them all! 
I began by layering the different layers of glazes to build up the ground. This would 
always have a slightly different form of corruption in its surface but something 
acceptable. The next layer involved the screening of the image of Queen Victoria. An 
open format of one in four, however in my delivery 1 mis-positioned this. The second 
change had occurred. The next layer involved the re-layering of the section of the map I 
had used from the expedition, again I had blown up the same image but there is a small 
variation, a third shift. The last layer involved the re-layering of the image of the same 
area but from a more contemporary map showing the same area as a series of generic 
lines, marked, but with no meaning. This place had been lost, (See Fig 9). The 
enactment of memory does not led to reproduction but to creation and new possibilities. 
Earth pictures 
'and the gaze was a means not only of locating themselves within the land but of 
claiming possession. Such dominion might be economic (in the exploitation of the 
land for primary industry), aesthetic (in the construction of a picturesque prospect 
designed to conform to criteria established elsewhere), or scientific (in the collection 
of information and objects that were taken to define the land). 
The main aim of the series of earth pictures was to explore the image of the landscape in 
both a literal and also a sublime sense. My reference for this comes from the exhibition 
'Old World, New Visions'. The end of the nineteenth century saw the proliferation of very 
large grandeur landscape paintings that aimed to capture or glorify the power of the 
natural landscape, which by this time was becoming a diminishing resource. 'The great 
cultural project of the nineteenth century was to explore the relationship between man 
and nature, to learn to see nature as the fingerprint of God's creation and thus as a 
direct clue to His intentions.'" 
Apart from using the literal elements of scale, view or vista that are one of the main 
elements in these pictures, I also endeavoured to manipulate a different sense of 
pictorial space, to create a collision of the nineteenth century and the present. 
Compositionally I explored ways of creating a bending, or folding sense of space within a 
traditionally formatted image. I used a tall portrait format to help stretch the space from 
the foreground to the horizon, also to accentuate this stretch by having the horizon line 
very high in the canvas. It is small and thin, a very long way away. The heavy physical 
nature of the earth, the detail of its presence makes the foreground feel like you are 
physically looking straight down at the ground at your feet. As your eye travels up the 
picture toward the horizon line and into the middle and then far distance, it creates a 
curve. This is also amplified by the greater amount of detailed painting that occurs at this 
boundary. The eye is given greater pictorial representation and at the same time is 
drawn quickly into tlie picture plane. The pictorial space becomes curved rather then 
linear. The picture bends from ground to the far distance, (See Fig 11), where as the 
conventional use of perspective in western landscape painting takes you to the distance 
from the foreground in a linear manner. 
Again, like the previous series of jacket paintings, this series of works allowed me to 
expand works in a physical manner, both in terms of materials and scale, now the 
influence of painters such as Keifer and Tapies becomes evident. 
I see this series of works as a cul de sac, where it was possible to introduce further new 
elements into the main body of work, in a most literal interpretation the earth. The land 
becomes the ground for the work. 
'Blackness', 2003 
This was a small series of work exploring the intersection of the earth and jacket 
pictures, the most successful of these is a painting called 'Blackness', an image created 
by almost burying a jacket onto the canvas with earth, (See Fig 12). I was looking to 
solve the problem of how the jacket sat or appeared to be pinned to the canvas. I was 
trying to find a better way to integrate them. In some of the previous paintings in the 
series I had used a range of materials including ash and bituminous paint as a reflection 
of some of the darker moments in the journal. This was the point were I begin to become 
aware of the gaps within the narrative, the area I will find myself working with more and 
more. 
'Blackness' is the endpoint of this series, a painting managing to bring the disparate 
elements of the dialogue together. I had been thinking and referencing the moment 
when they found the bodies of the two lost explorers, and how there had been a fire next 
to the body of Charlie Wells, one that could have been their last campfire or one possibly 
lit by indigenous people. The other incident dramatically involving this image is the night 
when fearing being ambushed by natives, the party camps in an area recently fired. 
They use this space as a place of protection, assuming blackness in the desert. The final 
layer of color comes from using an oxy-acetylene touch with a carbon flame. The surface 
of the painting is layered with pure carbon, an extension of the pure pigments I had tried 
in an earlier picture beginning with 'Charlie Wells Creek'. It is the depth of the Blackness 
that I find so exciting, creating a vortex to fall into. I will use this same black as an 
important element in some of the final paintings. 
At this middle period of my work's development, I have several different strands of work 
happening simultaneously. This process of looping continued for the rest of masters, as I 
continually revisited elements and themes to expand and mine them more deeply for 
meaning 
'Filling in the Blanks': A mid point 
In June 2003 I had an exhibition of my work to date at ANCA Gallery. The exhibition was 
called 'Filling in the blanks', the title coming from the header of the expeditions map. This 
was an opportunity for me to see and assess my work in an independent environment 
and space that allowed it to be seen as a whole. The response was positive and 
encouraging and a small milestone in that this was my first show in over ten years. (See 
Fig 13-15). 
The placing of the work outside of the school environment, being able to play with it In a 
large clean space designed to show work allowed a totally different and more objective 
view of its current development. It played a crucial role in re assessing the progress of 
the work to date. Each body of work represented had played with and developed part of 
the ideas towards a re-interpretation of the Calvert Expedition but when viewed as a 
whole together there were still many disparate elements. As a collection of ideas each 
was filing a role, adding to the pieces of the jigsaw I had begun to create, but the real 
sense of dialogue, of a narrative being present was yet to arrive. 
For me in this exhibition context the most successful pictures were the two pictures 
based on mapping, 'L.A.W. 10' and 'Skeleton Pass'. 'L.A.W.10' has been the most 
important picture that I have wrestled with to date—the length of its gestation. It became 
almost a journal picture, (Nigel Lendon, SOA Postgraduate Convenor had pointed out, 
that it would have been good to have documented its journey). Its production involved a 
continuous process of both influences and shifts of direction. It was also the last picture 
to be finished for this show. The most reassuring thing in this picture is that an idea is 
never initially completed, but develops as one's own ideas grow, which is only frustrating 
when the mind is moving faster than the hand. 
Seeing the exhibition in place began a process of envisaging other directions the work 
could go in, including an evolution towards work that included 3-D forms. It also 
reinforced the performative separateness of each body of work. There were three distinct 
series that had their own endpoints. However within each of these I could see important 
elements that when brought together could yield greater results. My question was how to 
accomplish this? 
Merging the elements 
Skin Paintings 
I created a field of tweed by dissecting many tweed jackets and gluing then onto canvas 
as the beginning layer for a series of painting, (See Figs 16-17). Initially the tweed base 
created issues because they continued to relate to the body, the representation of body 
parts etc. In each successive work, I proceeded to break the pieces of tweed down into 
smaller fragments until they became merely layered strips. In this form of representation 
the tweed began to relate more closely to a landscape, which is what I was after. They 
mimicked the parallel lines used to cartographically represent the sand ridges of the 
Great Sandy Desert. 
Objects 
At the time, I felt I was stuck or stalled with the development of my work, and as a break 
from the process of making two-dimensional images I spent some time making three-
dimensional objects, (See Fig 18-19). In the longer term their role became an 
overlapping exploration of the physicality of construction and intervention that I had 
pursued in some of the paintings, but they also offered a less restrictive form. The same 
physical engagement still occurs in some of the later work, especially 'the explorers 
ensign', where the combination of the physical material such as grass Is melded through 
the use of encaustic in this large flag painting. In this picture the flag becomes a 
metaphor for the map of the territory, as well as a physical landscape in itself. 
In attempting to broaden the range and scope of my work, the Masters has allowed me 
to try a whole range of materials and approaches I would normally not have tried. This 
manifested itself in the physical material development of much of my work over the time 
of study, exploring some of the territory of other artist's such as Kiefer and Tapies' 
encaustic work and tweed all pulled together from different elements of past works. 
'Fixatation', a turning point 
In April 2004 I mounted another small exhibition in the AND Foyer Gallery, consisting of 
eleven works. This was a contained, but very powerful show that was a turning point for 
my work. In the intimacy of the small gallery, I was able to hear and see the dialogue 
between various works. I became interested in the interplay between smooth painterly 
works, that conveyed something to be about the nomas, and the textured, enfolded 
physical surfaces of other works. 
Again, this exhibition showed that as a body of work the pictures represented still had 
not reached a point of cohesion but I could see they were getting much closer to the 
complexity and contrapuntal play I was interested in. In a review with my thesis 
supervisors there was discussion of the potential to push some of the disparate images 
together, to bring them into dynamic dialogue, (See Fig 21-22). 
Diptych and multi- paneled paintings 
'Desert', 2004 
This was the first painting I attempted post the exhibition Fixation. It became a collision 
between a tweed panel and a painted panel, that were both over painted into 
togetherness. In looking more closely at the Calvert Expedition narrative, I had become 
more aware of the gaps and spaces within it. The things that were left unsaid, omitted or 
disregarded. In part this work is a response to these absences. The tweed panel, is 
reduced to layering of very thin strips, while the painterly panel is of luminous striated 
paint, to create a feel of the sand-ridge landscape of the Great Sandy Desert, (See Fig 
23). 
Sand ridges 1, 2004 
From the diptych format I then experimented with inserting a third slim panel between 
two larger panels as a device to open up space, to suggest an Intermezzo or middle 
ground. This was also a means visually disrupting the compositional problem created by 
two panels of the same size being placed together. It acts as a breath, a beat, even a 
refrain pushing the overall format away from being a square, or the binary of the diptych, 
{See Fig 26). 
This format intrigued me and I decided to push it further. At this time I also became 
aware that the printer In the photo-media department could print directly onto canvas 
and wondered how this could be applied to my own work. 
The barrier I had been wrestling with by using tweed as a metaphor was always 
concerned with its the limitation of scale, and the trace of embodiment, of its own 
physicality. Even if I had used actual material in a larger scale work, the weave itself 
would always remain the same. The Encad Printer in Photomedia suggested a way to 
play with this issue of scale and resolution. A scan of tweed taken directly from a jacket 
could be sampled, enlarged, and then printed directly onto canvas. The for me meant 
tweed, as the metaphor of the land, could be re-read, potentially become something as 
literal as a landscape ground. Its surface delivery also allowed for the overlaying of many 
other layers and images without becoming preoccupied with trying to materially convey 
the essence of a woven material. 
Printed Tweed 
My first trial with the Encad printer had one major limit—the size of the canvas that was 
available, a Kodak product with a width of 127cm. At the time this suited the format of 
the multi-panel pictures I had begun to create as each panel was 100cm wide. The main 
draw back with the Kodak product was that for a canvas, it was of a very light weight, 
approximately 5oz. Unfortunately it also had a texture that resembled plastic film. It was 
quite a brittle entity and also very expensive. For the next body of paintings I decided it 
would be bearable, but I began to think about other possible alternatives to trial in the 
research facility. 
After discussions with staff and external consultants, I realized that it was possible to trial 
a range of different materials through the machine. The printer could also accommodate 
printing to a width of 150cm, much wider than the canvas available at the time. After 
embarking of this first body of work with the print facility I was received a graduate 
materials grant to further explore some of the painterly/imagistic potentials offered by this 
new technology. (See Appendix 2 for further information) 
'Bird Country', 2004 
My first picture using the Encad printer is a canvas titled 'Bird Country'. For this work I 
had scanned a piece of tweed, and then enlarged it greatly, to then print it onto canvas, 
(See Fig 24). 
The initial result excited me, I could see a whole new range of work possibilities opening 
which until then had not been possible with my reliance on use of tweed as a direct 
material. The problem of tweed as a direct material relates to it being a direct translation, 
bound by is physical nature, something too literal, and also the continued relationship 
and because of it being taken from a jacket. The printed form of tweed freed me from the 
limitations of the material referencing the human body, and instead indicated how scale 
shift could profoundly change the reading of the image. It was no longer bound by being 
a piece of material, at micro scale and more a representation of landscape, something 
that in its original form had proved more difficult to convey. 
An influence at this time was the work of Gerhard Richter because of his ability to work 
in two disparate realms of painting, realism and abstractionism. I saw this as an 
important influence in looking at problems created in trying to use the images generated 
through the Encad printer, which although being realist, also appear to be rather 
abstract. The challenge was how to integrate the two different forms into a whole. 
'Tracks', 2004 
A further element that offered playful possibilities was the optical glitches that occur with 
the enlargement of the fine, dense patterns found in some of the tweeds. It manifests 
something of the blurs, and irregularities that afflict our visual perception generally 
(which our brains continuously filter out). In Tracks' it generates a shimmer an interplay 
in an image which is nearly black and white between tone, light and optics. It is 
reminiscent of the work of Bridget Riley, in its simple but bold delivery strategy. (See Fig 
25) 
'The Explorers Ensign', 2004 
In this painting I considered the metaphor of flag, as a signifier of empire, in a similar 
vein to the use of the image of Queen Victoria's head in other works. This picture 
involved another breakout from my panel format, this time away from a linear 
progression by the addition of a third horizontal panel across the bottom, (See Fig 27). 
Its construction is based on a flag, and develops from the previous forms of tweed as 
landscape, images of empire, the Harris Tweed signature orb, and the actual landscape 
constructed from earth, splnifex, paint etc. It is a constructed emblem and collage of an 
imposed empire. 
'Sand Ridges 2', 2004. 
Following on from the theme of the flag, the next work was a large multi paneled work on 
canvas, comprising six stacked panels and one small vertical panel suspended in front of 
the other six panels. Initially I painted in the vertical line but this created a visual problem 
with how the line intersected the many horizontal lines of the panels. The physicality of 
this overlaid seventh panel integrates all panels within the work, (See Fig 28). 
Initially this painting had been intended to continue the exploration of the printed image 
of tweed, but due to a hold up in the printing of the panels this painting was completed 
without them. Completing this image without the printed panels was for me a return to a 
more minimal form, a distillation to the subject's essence, that is the resonance of 
landscape. This painting was a surprise success in the intensity of it vibrational outcome. 
At this point I was questioning myself if I could achieve any further point of resolution to 
the issues I was dealing with in these works, I wondered if it was simply a matter of 
considering a different context? 
This painting ushered in the final body of work for my Masters. In this final body I have 
relied on the strength of direct delivery and a reduction of the subject to a suggestion, a 
trace, as a means of leaving or opening a space for the viewer into these works. 
Successful narrative structure is about leaving space for others to occupy. This visual 
preoccupation with open space and emplacement, mirrors the sub-thesis's attempt at 
reworking the single chant version of the Calvert Expedition into a contrapuntal narrative, 
rooted in polyphony with active and strongly differentiated parts. 
'Night', 2005 
This work, partly plays with the idea of the photograph unexposed, or desecrated image, 
a reference to George Jones's abandoned plates in the desert. The captured 
impressions of Walmatjarri people...now just a hint of presence behind the film, like their 
presence in the official Calvert Expedition narrative, or perhaps Jones himself trapped in 
his own representation of place. It follows on from the series of works I had undertaken 
in triptych format. The two dominant panels make a filmic view—blurred, atmospheric, 
like the lost film plates, an image of abandonment, (See Fig 29). The central panel is 
inserted as the gap, an endless black vortex that the viewer is repeatedly drawn to and 
falls into. It is the fold between. 
'Surveyor's Country', 2005 
This canvas is the largest single successful printing of an image using tweed as a 
ground that I have produced. Its dimensions are 135 by 250cms. Initially the printed 
surface although detailed, was surprising flat, and prosaic. In this work I again played 
with the filmic screen across its surface and the use of colors that suggest the present 
occupiers of this territory, mining companies and their equipment, scarring and opening 
the earth. The overlay of many glaze layers, adds depth, movement and resonance to 
this work. (See Figure 30). 
'Blackscape', 2005 
This painting is a poetic response to tine enforced night travelling of the Calvert 
Expedition party, and their shift from a reliance on a visual to an aural sensibility. This 
work returns to the romantic, a link back to grandeur landscape painting. It is an 
evocative layered view, closed off by a panel of solid blackness. Both panels invite the 
viewer in, but they lead to different places. This work also came from ruminating Paul 
Carter ideas...eschewing the eye witness of midday history.''^ {See Figure 32). 
Conclusions 
My masters have taken three years to reach its endpolnt. My initial impetus to undertake 
further studies was to be immersed in an environment take would push the development 
of my creative work. To be in a place were the range of access to different equipment, 
people and resources opens endless possibilities. My time at this school has allowed this 
to happen, my work has changed, developed and diversified over this time. 
The characteristics of my Masters' body of work include: 
• An optical and semantic interplay between micro and macro perspectives of material 
and place. 
• The shifts in reading of space between vertical, horizontal and curvilinear space. 
• The inscription and reinscription of meaning through naming, mapping, memory and 
history. 
• Landscape as an enculturated experience shaped in the case of the Calvert 
explorers by imperial ideas about space, 'others' and possession. 
Finally I think these works highlight that myth emerges out of the conjunction of 
landscape and the human mind. If you put people and place together then myth is 
inevitable. 
Appendix 1: The Calvert Expedition 
In 1896 Albert Calvert a London-based gold-mining engineer with interests in Western 
Australia, sponsored an expedition from Perth to the Kimberley to search for minerals, to 
find a stock route and to carry out a scientific survey. The South Australian Branch of the 
Royal Geographical Society of Australasia was asked to organise the Calvert Scientific 
Exploring Expedition. 
The expedition consisted of seven men: South Australian surveyor Lawrence (Larry) 
Wells, then 36 years old, was appointed leader. Charles Wells, 47 and also a surveyor, 
was second in command. Amateur ornithologist George Keartland was the expedition's 
naturalist, George Jones was mineralogist and photographer, James Trainor was camp 
cook, and the Afghan Bejah Belooch was placed in charge of the twenty camels. 
Setting out from Lake Way near the present-day site of Wiluna on 13 June, the party 
spent four months mapping and exploring prior to reaching the Great Sandy Desert. On 
3 October 1896, Larry Wells made a decision here to split the party into two groups. 
The two parties left Separation Well on Sunday 11 October 1896. Charles Wells and 
George Jones set off on a bearing of 290 degrees to survey lands for 90 miles (144 
kilometres) northwest, before turning north-north-east to rejoin the main party at Joanna 
Spring. 
Larry Wells's party headed to Joanna Spring, 185 miles away, on a direct bearing of 356 
degrees, but soon hit trouble. Intense heat, lack of fodder for the camels and inadequate 
water supplies took their toll. The heavily laden camels faltered on the high dune crests, 
and two died of thirst. The searing heat forced the party to travel at night. In desperation. 
Wells dumped most of his equipment near Adverse Well. 
The party reached the vicinity of Joanna Spring 29 October 1896, Larry Wells almost 
perished in the heat searching for the spring and the other party, with no sign of either. 
Rather than wasting more time, Larry's party made a dash for the Fitzroy River with the 
little water they had. 
From the Fitzroy River base Larry Wells, with the two Afghans and six of the best 
camels, set out on 15 November 1896 to retrace his steps. This was the first of many 
futile search parties. It was only on his fourth search expedition, exactly a year after 
Wells left Adelaide, that the dead bodies of Charles Wells and George Jones were 
located, six miles north-east of Discovery Well. 
My connection to the Calvert expedition initially comes from being a direct descendant of 
one of the party. However for me the visceral link comes from finding the expedition map 
in my grandmother's garage, along with various other pieces of paraphernalia. I felt 
somehow that I had made an important discovery. That through this discovery I was 
apart of that same expedition. 
Appendix 2:Research with tlie inkjet facility. 
I became aware of the Encad inkjet printer in the IVlay 2004 and after discussions with 
Jason O'Brien, Technical Oft^icer Photomedia I realized that this could shift the layering 
approach I was using to construct my images. The fabric from a tweed jaci<et could be 
scanned at a reasonably high resolution, a section chosen, enlarged and printed to 
cover a 200 x 100cm stretcher. 
This first trial involved a pattern that had a large range of colors several of a similar tone 
but opposite in spectrum. This made the process of heightening and adjusting the color 
to the print stage very difficult, i.e. to heighten the intensity of the yellow would cause 
problems with the purple range of colors. After many trials we managed to make a final 
print. This is the print used in 'Bird Country'. At the time I was very excited by the change 
of the images scale, it opened other ways for tweed to be more metaphoric of landscape. 
Until now I had been exploring using thin strips of tweed glued to a canvas to create a 
field but there was always the limit of scale. 
As the inks from the printer are water soluble, I also needed to find a means of fixing the 
ink before they could be painted over. The fixative could not be applied with a brush as 
its drag would mire the printed image. I settled on spraying the surface with acrylic 
emulsion, it dries clear and is compatible with the paints I would be using on top. 
The next print, I was looking for something as a contrast to the first print. I settled on one 
that was almost monochromatic. I chose a jacket that was almost black and white, and in 
that classic hounds tooth pattern used so much by David Jones. When printed it created 
an optical shimmer reminiscent of Bridget Riley and others of the op artists, a vibrate 
edge like the sense of psychic static the explorers encountered at the height of their 
crossing of the great sandy desert. I had to sit with this image for a long time before I 
could engage in the rest of the painting process. 
I noticed and delighted in the corruptions occurring within the image as its scanned. The 
interest in the corruption of the image as it moves from one form to another is one I first 
engaged with when making large blow-ups images using a photocopier; unexpected 
changes begin to happen. I began to see a different form with the scanned images, as 
the scanner moves across, at particular points a glitch will occur or they have the habit of 
moving in and out of focus, a camera with a very small depth of field. When selecting 
sections from images it would be these variations I'm drawn to, distortions of the 
apparent order. The scans move from areas that are so sharp they become hyper-real, 
to those blun-ed soft and quite distorted. At time, as a camera and macro eye of the 
moment, superfine detail held in the frame, a hair, a broken or loose thread, or areas 
totally saturated with detail. 
At this point, the other issue I had was the limitation imposed by the canvas on offer, a 
Kodak product that only came in a 127cm width. This meant that the maximum width that 
I could stretch was 100cm. Another concern with this material was it weight and feel. It 
only had a weight of approx 5oz, the lightest canvas I had been used to using for larger 
works was 12oz, and it also was rather brittle. When stretching the staples would easily 
go through the material if pressed too hard. At $120 per metre it was also far too 
expensive to make lots of work in and allow for the inevitable mistakes and failures that 
occur, at that price I could at least be painting on high quality linen. I needed to find a 
cheaper alternative. In August 2004 I received a materials grant to research how to 
create other canvases that could be used through the Encad printer. 
Initially I tried running primed canvas through the printer but found that regardless of the 
quality of the primer or gesso they were all too porous, the ink would leech straight into 
the surface of the canvas, the color then fading as if it had a thin white film over it. The 
next test I tried layered acrylic emulsion onto of the gesso to act as a sealant, those had 
the opposite effect, the ink bleeding before it could dry. I needed to find a medium that 
would accept the ink as it was delivered, that could suspend it within its surface. Peter 
Fitzpatrick suggested trying gelatin as a final size as this is what is used within 
photographic emulsions. I made a test strip using sheet gelatin as the final layer, sheet 
gelatin being the purest form of gelatin, something I had used a lot as a chef. This test 
printed perfectly. 
My next trial would be a large canvas. This canvas I was going to make a series of six 
shacked canvases, three of then would be printed patterns of tweed, the other three to 
be painted panels. The surface was prepared the same as the test sample on 12oz 
canvas. The final coating of gelatin was applied with a brush. The pattern created with 
the brush-marks would later be subtly visible in the printed image later, an effect I found 
as an addition. The only problem with this canvas was it jamming as It began to print. 
Later prints would use weights to help feed the canvas through. The jamming had 
resulted in the print being slightly short of the original planned length, but still usable. I 
would later use these panels in 'Fabric Membrane'. 
I retried the same process of preparation on the next canvas, only changing the type of 
size I would use to the cheaper powdered form. For its application I also used a roller to 
see how finer coverage could be achieved. When printed this would be the best printing 
result. This canvas was used for 'surveyors country'. 
Because of the original cost of the Kodak product I thought that it would be good to also 
try linen through the printer. I was able to find Belgium linen that was 300cm in width. I 
could then cut this in half and get two canvases out of it. The idea was good but in reality 
linen proved to be the most difficult surface to prepare to print on. The first problem was 
how porous linen is, much more porous than canvas and also how much linen shrinks as 
it is primed. The end result was that the first trail stuck to the wall, and in the process of 
removing it caused the linen to become puckered and uneven. The final print had many 
problems, the overall result not that good. The second trail I lightly stretched the linen 
over the stretcher that it would later be stretched on and then did all of the various layers 
to prepare its surface. The surface was very good but when this was then unstretched 
there was a raised edge left. This would later cause problems with how the heads of the 
printer would be able to pass over the linen as it printed. It was possible to salvage prints 
from both of these trails but certainly the final versions done on canvas worked the best. 
The research I have undertaken through the Inkjet Print Facility has enabled a dramatic 
development and shift in my work, allowing the boundaries of my subject to be pushed 
into new areas. My work can sit between the worlds of realism and abstraction, at the 
same time 
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1. Harris Tweed 
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2 Charlie Wells Creek, 2002 
200 X 160 cm 
Acrylic, oil, pigment and tweed on canvas 
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3. Malurus Leucoptterus, 2002 
Acrylic, pigment, tweed jacket and 
objects on canvas 
150 X120cm 
4. Pyrrho^mus Brunneus, 2002 
^ Acrylic, pigment, tweed jacket and 
objects on canvas 
150x 120 cm 
5. Elseyornis (Charadius) 
Melanops 2002 
Acrylic, pigment, tweed jacket and 
-i objects on canvas 
170 X 150 cm 
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6 Separation Well, 2002 
Acrylic on canvas 
200 X 160cm 
7. L.A.W. 10, 2002-03 
Acrylic on canvas 
200 X 320 cm 
\ 
- < AT !jis8 
^ ^ Jf M M ^ mU . • A . 
8. Skeleton Pass 1, 2003 
Acrylic on canvas 
120 X 180cm 
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9. Skeleton Pass 2, 2004 
Acrylic on canvas 
120 X 180cm 
10. Keartland Hills, 2003 
Acrylic on canvas 
140 X 130cm 
11. Earthscape, 2003 
Eartch, acrylic and oil on canvas 
170 X SOOcm 
12. Blackness, 2003 
Acrylic, earth, tweed jacket and carbon black on canvas 
150 X 120cm 
Gary Smith 
filling in the blanks 
13. Filling the blanks 
ANCA Gallery 
June 2003 
14. Filling the blanks 
ANCA Gallery 
June 2003 
15. Filling the blanks 
ANCA Gallery 
June 2003 
16. A most wretched country - skin series, 2003 
Acrylic and tweed on canvas 
150 X 120cm 
17. Skin, 2004 
Acrylic and tweed on canvas 
140 X 130cm 
18. Skeletonjar, 2004 
Various materials 
Dimensions variable 
^ 19. Cockiejar, 2004 
Various materials 
Dimensions variable 
20. Belljar, 2004 
Various materials 
Dimensions variable 
21. Fixatation 
School of Art Foyer Gallery 
April 2004 
22. Fixatation 
School of Art Foyer Gallery 
April 2004 
23. Desert, 2004 
Acrylic and tweed on canvas 
140 x260cm 
24. Bird-country, 2004 
Acrylic ink and pigment on canvas 
200 X 210cm 
25. Tracks, 2004 
Acrylic and ink on canvas 
135 X 200cm 
26. Sandridges 1, 2004 
Acrylic on canvas 
200 X215cm 
27. The Explorers Ensign, 2004 
Acrylic, tweed, encaustic wax and various materials on canvas 
200 X 260cm 
28. Sandridges 2, 2004 
Acrylic on canvas 
225 X 250cm 
29 Night, 2005 
Acrylic and black carbon on canvas 
200 X 220cm 
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30. Surveyors Country, 2005 
Acrylic and ink on canvas 
135 x250cm 
I 
31. Grid, 2002-05 
Acrylic on canvas 
200 X 210cm 
32. Blackscape, 2005 
Acrylic, oil and black carbon on canvas 
200 x210cm 
